has aptly named them (Marks xi) , and the careful sidestepping of the issue of fame in most psychoanalytical or theoretical works on Colette. It is possible that the negative facets of fame may have influenced Colette's writings, but they are not retraceable elements in her works, nor are they relevant to my project here. On the other hand, there are many positive ways of interpreting the urge to fame, such as an individual's vision for improving her position in society, or for legitimizing a particular group's role in that society. I have chosen to study Colette's attempts to reshape her fame because of the positive impacts that they had for herself, as a woman writer of the early twentieth century in France, and for her relationship to her readers, both popular and critical.
Colette's particular combination of literary reputation and public recognition is fascinating because of its crossover between the domains of "low" popular culture and "high" aesthetic movements, and because of the transition it underwent, from the naughty schoolgirl "Claudine," to the independent "Vagabonde," to the wise and respected "mother of modern French letters," as she was finally remembered. I will be studying here the techniques that Colette employed to purposefully alter her audience's reception of her, and will be focusing mainly on the complex mélange of autobiographical and fictional elements in her writing.
I do not wish to imply that Colette single-handedly produced her own literary reputation, exclusive of all influences from critics and her reading public. The construction of a literary reputation is not only based on a writer's work. As John Rodden notes, "Not only the quality or 'genius' of a writer's work earns him and it a literary reputation, but also an institutional network of production, distribution, and reception which circulates and values his achievement" (Rodden 4) . Colette found avenues to mold her own famous persona through this institutional network, either through publicity stunts or through her reputation as a critic and journalist. Thus, during her earliest years in the limelight, Colette's manipulation of the media and their audience did not always involve writing. In her first promotional appearance in 1900, when, as a twenty-seven-year-old woman, she dressed up as her fifteen-year-old fictional schoolgirl character Claudine, Colette offered to the public a series of images that would contribute to her renown. In the particular case of the Claudine publicity poses, Colette later announced that she had been reluctant to appear as Claudine, but had felt forced to do so by her 2 Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] Aside from publicity stunts and journalism, Colette's main sources of reputation production came through her novels, and principally through her semi-autobiographical narratives, both of which would reshape the public images of herself in the forms that she chose. It Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] These two plots are not neatly divided into separate sections of the book. In fact, Colette weaves the two together using the same narrator ("Madame Colette") for both the Sido-Colette story and the Saint-Tropez story, and the same first-person singular narration for both storylines. Yet there remains a clearly defined competition between the two plot lines for the reader's attention. The memoirs are presented first, thus establishing the reader's expectations for an autobiographical set of memories rather than a traditional, "novelistic" plot. Although it may be easier to follow the fictional plot of the love story, the lyrical style of the memoirs makes the Sido-Colette story remarkably powerful. Not surprisingly, it is the mother-daughter story that most Colette critics have prioritized.
Questions about the love-triangle plot arose as soon as La . In Philippe Lejeune's canonical definition of autobiography, the process of alteration and reconstruction is normally considered an infringement of the "autobiographical" pact, especially when the altered text is presented to the reader as true. However, as autobiography has always contained elements of fiction, by nature of its form and structure, the Sido-Colette plot, including the altered letters from Sido, continues to be understood as the more autobiographical section of La Naissance du jour.
Colette rewrites her mother's letters so that Sido will appear as her maternal muse, and she informs the reader that she will not include any information about her own maternal relationship with her own daughter, Colette de Jouvenel. Thus, the only maternal images that the reader encounters in La Naissance du jour are those found in the "Sido" character, and the altered or censored maternal texts are designed to accentuate only the similarities between Colette and her mother. Clearly, then, the images of Colette that are created in these sections of the Sido-Colette plot are designed to perpetuate the previously established public images of Colette as an inspired daughter-figure, one who imitates her maternal muse.
However, if we look closely, there are also differences between Sido and Colette that Colette suggests indirectly within the text.
One that I will emphasize, because of its relevance to the subject of fame, is the difference in class or social standing that has grown between her mother and herself. Colette now belongs to a privileged leisure class; the novel describes her summer on the French Riviera writing novels and entertaining friends. Her mother Sido, on the other hand, lived her entire adult life in a downwardly mobile, petty bourgeois environment, and her letters describe a life of hardship.' Leisure and independence in her small provincial village are rare.
8 Literature, Vol. 20, Iss. 2 [1996] On a first reading, the "fictional" Saint-Tropez plot is, in form at least, a traditionally "autobiographical" narrative. That is, the narration continues in the first person singular, and the narrator has the same name as the author, Madame Colette. The setting is in Colette's actual home, "La Treille Muscate" in Saint-Tropez, and some of the characters are people who actually existed -Luc-Albert Moreau, Dunoyer de Segonzac, Therese Dorny, Regis Gignoux, Francis Carco, and Villeboeuf were all artists, writers, and actors who knew Colette and who were in southern France while she was living there. However, the main characters of the romantic triangle, He and Vial, and the triangle itself are all fictional, not based on events in Colette's life. Colette chose to narrate the story with a classic, novelistic plot, and, in great contrast to the Sido-Colette sections of the text, she retells events in progressive, chronological order.
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Not only are the content and structure different in the SaintTropez plot; we find that the voice of the narrator, Madame Colette, changes considerably in the love-triangle narrative. Instead of searching for a higher, maternal authority or a literary muse, in the Saint-Tropez narrative sections of the work, Colette openly portrays herself as a respected literary author and authority on love, relationships, and life. In other words, she has become the muse in the Saint-Tropez narrative of La Naissance du jour.
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Studies in 20th & 21st Century Literature, Vol. 20, Iss. 2 [1996] (315) . The misunderstandings that arise between Madame Colette and her various readers bring out not only the difficulties confronted by a writer when her autobiography becomes subject to public interpretation, but the autobiographer's warning to future readers not to follow the same misguided paths that past readers have.
To find an example of a good reader, on the other hand, we must return to the Sido-Colette plot of La Naissance du jour where Colette portrays herself as the model reader. She reads, interprets, and understands her mother's letters in such a way that her mother need never correct her daughter's interpretations. Furthermore, Colette is able to learn lessons from her readings and apply them to her own writing and life. Colette admits that her mother is obviously a better writer than she (370) and that she could never imagine or invent what her mother would have said in certain situations, given her mother's linguistic genius (336). These comments demonstrate what the model reader's response should be and how they contrast with the obstinate and poor readers' responses.
Are we to learn from the negative examples of poor readers given in La Naissance du four? Perhaps yes, but the ambiguity of the narrator in Colette's autobiographical fiction makes it difficult to do so. Most Colette biographers and critics have been tempted to identify the narrator with the author of the work, just as Vial and the Claudine-reader did. The more important point here is that Colette had gained the authority to tell her readers how she felt about them and their readings of her, and would do so openly in her texts. This newly found narrative authority was expressed both in her deviations from the muse-pupil paradigm in the Sido-Colette story and in her claims to fame in the Saint-Tropez story. If we look specifically at the effects produced by her voice of authority, rather than those produced by her admirative daughter-narrative that has been emphasized over the years, we see that they produce new readings of her. These passages are written in a style that is clearly conscious of her readers' pre-conceived notions of her persona and one that is clearly aimed at reshaping that fame. Through the act of authorizing her success, both in the descriptions of her life of leisure at SaintTropez and in the references to her literary fame, Colette in fact developed an author-reader relationship designed to shape the reception that she enjoyed and to enable her to become part of the French literary canon of her day. Notes 1. Although Braudy's notion of renown as the "story about a person" was written with twentieth-century performers in mind, it is also well suited for writers, and particularly for writers whose subject matter often centers around their own lives. In France, the star system has always included not only actors, musicians, and politicians, but also writers and even literary critics.
